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musical value, nevertheless became a tremendous success with the
public because of its popular content. In his opera Matinsky not
only introduced folk songs, but also the ceremony of the bride's
party on the eve of her marriage, and a musical characterization
of merchants soliciting patronage. As a composer Evstigney Fo-
min, the son of a simple gunner, was of far greater importance.
After receiving a primary education in music from Professor Buini,
who taught piano at the Academy of Arts, Fomin was sent to Italy
(1782-85) and obtained his academic diploma from Giambattista
Martini, the famous contrapuntist of Bologna, with whom Bere-
zovsky, the Russian composer of sacred songs, had studied at a
somewhat earlier date. Mattel, who also taught Rossini and Doni-
zetti, was Fomin's second master. Thirty operas have been ascribed
to Fomin, but Finagin, a modern student, believes that there were
only ten, four of which are still extant: The Valiant Novgorod
Knight Boeslaevich, composed in 1786 at the command of Em-
press Catherine II, who had written the libretto; Coachmen
at Relay (1787); Orpheus (1792); and Americans (1800). In
Coachmen at Relay the songs and choral parts are combined me-
chanically, but the popular melodies are for the first time orches-
trated without any disfiguring of their national peculiarities, while
in Americans and more especially in Orpheus the musical inter-
pretation of the characters is rather good. Orpheus, Fomin's opera
of "lofty style," deals with a subject that was previously used
both by Monteverde and Gluck and is written in the form of
melodic recitative. The orchestration is simple but expressive and
in harmony with the subject. In the free and artistic transmutation
of the Russian folk song the national character is already beginning
to be felt, and marks the transition to Glinka's works.
It is important to point out that, notwithstanding the lack of
improvement in the quality of music, the interest in it and the
means for its study increased. In the first half of the nineteenth
century there already existed a long list of foreign operas trans-
lated into Russian and sung by a Russian cast. The public became
familiar with Cherubini (1834), Mozart (1816-28), Rossini (1822),
Weber (1829), and Herold (1834). In 1835-36 Meyerbeer's Rob-
ert le Diable, Rossini's Semiramis, and Bellini's Romeo and Juliet
were presented by Russian artists. Cavos and Verstovsky com-